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INSTRUIvISjnT/AL  iNSTEUCTlON  BOOKS. 


The  following  books  are  among  the  best  of  the  very  large  number  of  instruction  books  published  by  Ditson  &  Co.    The  smaller  and  cheaper  book* 
contain  good  introductory  courses  to  the  larger  and  higher  priced  ones,  which  are  thoroughly  fir»t-cJaas  methods. 

Any  baok  mailed,  post-free,  for  retail  price. 


FOR  THE  PIANO-FORTE. 

BickaHlMa'i  New  Method  $3.25 

JT.  S.  Conserratory  Method   3.25 

retort'  Eclectic  Piano  School   3.25 

Leber*  and  Stark'*  Piano  School.  Parts  1  and  2, each  $3;  PL  3,  $4;  Pt.  4,  6.00 

fluoa  aid  HoAilr y '*  System  for  Reginners   3.21 

(Irohc't  New  and  ProrreMltti  Method   2.50 

Large  and  complete  Method*. 

Relink  *  Analytical  Method  Paper  75  cts.;  Board*  1.00 

■ydney  Smith'*  Plana  Method   1.50 

Clarke'*  (W.  M.)  Dollar  laatractor   1.00 

Winner'*  I*w  School  for  the  Piano  75 

For  beginner*  and  amateurs. 

Mason's  System  of  Technical  Exercises   2.50 

An  excellent  companion  to  any  instruction  book. 

FOR  PIPE,  REED  or  CABINET  ORGAN. 

Clarke'*  (W.  H.)  Harmonic  School  for  the  Organ  $3.00 

Clarke'*  W.  II.  few  Method  for  Reed  Org- an   2.50 

Clarke*    II   A .    Improved  School  fofaParlor  Or  a;  an   2.50 


Org- an 


Emerson  (The)  Mew  Method  for  Ret 

•Setae'*  School  for  Parlor  Organ  

hi  Inkel  *  Inr  Method  for  Meed  Org-na  

Moot'*  School  for  Cahiaet  Ore**   

Johnson'*  (A.  It.)  Parlor  Organ  Instruction  Rook  

Fir*t-clas»  method*,  with  thorough  systems  of  instruction. 


2.50 
2.50 
2.50 
2.50 
1.50 


Relink'*  Method  for  the  Orgran  Paper  79  fltg.;  boards,  tl.M 

Clarke'*  (W.  H  )  Reed  Organ  Companion   2.08 

Johnson's  Parlor  Organ  Instruction  Rook.   (Abridged)   l.Ot 

Mack'*  Dollar  Analytical  Method  for  Cahiaet  Orgran   1.00 

Staiaer's  Organ  Primer   1.00 

Winner'*  New  School  for  Melodeon  75 

Elementary  instruction  books  for  beginner*. 

FOR  THE  VIOLIN. 

Darid'a  Violin  School  Part  1,  boards,  $2.50;  Part  2,  paper,  $J.0» 

Mill'*  Practical  Violin  Method  2.50 

liilcnann't  Method  of  Violin  Playing   3.00 

Wlchtl'*  Young-  Violinist,  (English,  German  and  French  text)  2.25 

Fessenden  *  Modern  School  for  Vlolia   2  30 

Clarke'*  Dollar  Instructor  for  Violin   1.00 

Winner  s  New  School  for  the  Violin  75 


FOR  THE  VIOLONCELLO. 


Trie*  and  Sack'*  Violoncello  Instructor  

Romberg- s  Violoncello  School  

Winner'*  Easy  System  for  the  Violoncello. 


.$3.25 
.  3.00 

.  .75 


FOR  THE  CORNET. 

Arbackle'*  Cornet  Instructor  $2.M 

Eaton's  New  Method  for  Cornet   1.54 

Winner  *  New  School  for  Cornet  71 
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RUDIMENTS  OF  MUSIC. 


OP  THE  NOTES. 

All  musical  sounds  are  expressed  by  characters  called  Notes  j  and,  as  these  sounds  may  be  tong  or  short,  their  duration  Is  indicated  by  a  jmrtteala* 
fcrm  of  the  note. 

The  longest  sound  in  general  use  is  designated  by  this  character,  which  is  called  a  SemibreVe,  or  Whole  Note,  the  duration  or  time  of  which 
Is  determined  by  counting  four,  or  making  four  beats  by  movements  of  the  hand  or  foot.  "When  measured  by  the  hand,  the  direction  is  made  in  th« 
following  order: — down,  left,  right,  up. 

A  sound  continued  but  half  the  time,  that  is  while  counting  two,  or  making  two  beats,  is  expressed  by  a  MiNtst,  or  Half  Note,  the  stem  of  whica 
may  be  turned  either  upward  or  downward,  thus  :     I  p 

A  Crotchet  or  Quarter  Note,  the  time  of  which  is  but  one  beat,  is  made  thus ;  J  Or  0  with  the  stem  either  way. 

All  notes  of  shorter  duration  are  expressed  by  bars  across  the  stems,  thus :  a  Quaver,  or  Eighth  Note,  N  °r  P  A  Semiquaver,  or  Sixteenth 
Note,  thus :       or  ^   A  Demisemiquaver,  or  Thirty-Second  Note,  thus :  J|  or  | 

When  several  notes  of  the  same  character  follow  in  succession,  the  bars  are  usually  cohnected  in  this  manner.    Eighth  notes  with  one  bar,  thus* 
pTH    Sixteenth  notes  with  two  bars,  thus  :    £9    P?33    'Thirty-second  notes  with  three  bars,  thus  :    ES  CS53 

fdddd  4*4*71  J72J77: 

Frequently  we  find  eighth  and  sixteenth  notes  connected  in  this  manner:     P^S    F^TT1)    and  various  other  combinaUons,  M  follows' 

did  dmddd 


J3J3J3J33 


RUDIMENTS  OF  MUSIC, 


Table  of  the  Notes  and  their  Proportions. 


One  whole  note,  or  semibft^s  t> 
w  equal  to  two  half  notes,  or  minimis, 
equal  to  four  quarter  notes,  or  crotchets, 

eight  eighth  notes,  or  quavers, 


J 

\ 
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n  n 

4  4 

J 


*  sixteen  sixteenth  notes,  or  semiquavers, 

•  thirty-two  thkty-second  notes,  or  demisemiquarers. 


■mmM  HHMMi  fJpBBJBMapjpM 
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OF  THE  «SAFF. 

As  every  note  has  a  definite  tone  or  jdiVcA,  being  either  high  or  the  sound  is  indicated  bv  its  position  upon  a  ttaff,  which  consists  o'  _>/e  parallel 
Ines,  and  their  intermediate  spaces,  the  under  line  being  called  the  first  line,  and  the  lowest  space  he  first  space. 


Fifth  Line.  - 
Fourth  Line.- 
Third  Line.  - 
Second  Line.- 
Flnt  Una.  - 


THE  STAFF. 


"Fourth  space.        A  note  is  said  to  be  on  the  line  when  the  line  passe?  through  it  tnd  on 

"lecradlpaoe.     the  space  when  between  the  lines. 

First  Spaoe. 


On  the  M  line.   On  the  jtl  apaoe. 


When  more  than  five  lines  are  required  to  designate  any  particular  note  that  is  too  high  or  low  to  be  represented  upon  the  ataff,  ws  use  oinau  tines  both 
above  and  below  the  staff.  These  lines  are  called  Leger  Lines,  and  are  designated  as  the  1st  leger  line  above,  2nd  leger  line  above,  &c*  or.  1st  leger  Mm 
below,  2nd  leger  line  below,  &c. 


The  first  note  above  the  staff  is  said  to  be 
cpon  the  spaoe  above. 


Spaces  afeore. 


Leger  lines  above. 


The  first  note  below  the  staff  it 
said  to  be  on  the  space  below. 


Leger  Un«e  bel»w. 


Spaoee  tafanr. 


J 


RUDIMENTS  OF  MUSIC.  J 

Every  staff  commences  with  a  character  called  a  Clef.  There  are  two  clefs  in  common  use.  The  Treble  Clef  which  is  used  for  the  rigki 
iand  in  Piano-Forte  or  Melodeon  music,  also  for  all  music  written  for  the  Violin,  Guitar,  Flute,  Banjo,  Accordeon,  Flageolet,  Fife,  and  Clarionet.  Th« 
Bass  Clef  -5*-  is  used  for  the  left  hand  in  Piano-Forte  or  Melodeon  music,  also  for  the  Violoncello,  Double  Bass,  &c.  When  music  is  written  for 
two  or  more  instruments  or  voices,  the  staves  are  connected  by  a  Brace. 


A  duett  for  two  violins,  or  for  Flute  and 
Violin,  would  be  connected  thus  :  — 


i 


Music  for  the  Piano- Forte  or  Melodeon,  thua :— 


i 


§ 


When  two  or  more  staves  are  connected  by  a  brace,  the  Bass  clef  is  always  situated  upon  the  under  staff. 


OP  THE  RESTS. 

Every  note  has  its  corresponding  Rest,  denoting  sile!iee,  or  a  stop  :  they  are  not  placed  upon  any  particular  line  or  space  of  the  staff,  but  in  suck 
»rder  as  best  accommodates  the  eye, — sometimes  being  above  the  staff  and  sometimes  beneath. 

A  whole  rest,  corresponding  with  the  whole  note  in  respect  to  time,  is  situated  under  the  fourth  line.  A  half  rest  is  situated  above  the  third  line.  4 
|uarter  rest  turns  to  the  right.    An  eighth  rest  turns  to  the  left. 

Table  of  Notes  and  their  Corresponding  Rests. 


* 


Whole  Best.        Half  Rest.      Quarter  Best.      Eighth  Best.   Sixteenth  Best  Thirty-second 

Best. 
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Table  of  the  Notes  and  their  Proportions. 


One  whole  note,  or  setnibw^s  » 
w  equal  to  two  half  notes,  or  minims*, 
equal  to  fonr  quarter  notes,  or  crotchets, 

eight  eighth  notes,  or  quavers, 


• 


J 


*  sixteen  sixteenth  notes,  or  semiquavers, 

*  thirty-two  thirty-second  notes,  or  demisemiquavers. 


J 
J 

n  n  n  r. 

JjIj  Sjjj  JTfi  JTTj 


J 
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OF  THli  SSAFF. 

As  every  note  has  a  definite  tone  or  pitch,  being  either  high  or  low,  the  sound  is  indicated  bv  its  position  upon  a  staff,  which  consists  o'  ->/e  parallel 
Knes,  and  their  intermediate  spaces,  the  under  line  being  called  the  first  line,  and  the  lowest  space  he  first  space. 


FltthLine.  - 
Fourth  Llne.- 
Third  Line.  - 
Second  Line.- 
Flnt  IJne,  - 


THE  STAFF. 


On  the  M  line.  On  the  Jtt  <jp*oe. 

'Fonrth  space.        A  note  is  said  to  be  on  the  line  when  the  line  passes  through  it  and  on  |  t~  

"second  sp^ie     the  space  when  between  the  lines.  (- —  t_ZTSI 

"First  Spaoe. 


1 


When  more  than  five  lines  are  required  to  designate  any  particular  note  that  is  too  high  or  low  to  be  represented  upon  the  staff,  ws  use  ^tuau  imes  both 
above  and  below  the  staff.  These  lines  are  called  Leger  Lines,  and  are  designated  as  the  1st  leger  line  above,  2nd  leger  line  above,  &e.i  of.  iet  leger  Unfl 
below,  2nd  leger  line  below,  &c 


The  first  note  above  the  staff  is  said  to  be 
tpon  the  space  above. 


Spaces  aV>ove. 


Leger  lines  above. 


The  first  note  below  the  staff  it 
said  to  be  on  the  space  below. 


Leger  Untt  bale* 


Spues  Mkttfc. 


I 


RUDIMENTS  OF  MUSIC.  5 

Every  staff  commences  with  a  character  called  a  Clef.  There  are  two  clefs  in  common  use.  The  Treble  Clef  which  is  used  for  the  rigkk 
%ai*d  in  Piano-Forte  or  Melodeon  music,  also  for  all  music  written  for  the  Violin,  Guitar,  Flute,  Banjo,  Accordeon,  Flageolet,  Fife,  and  Clarionet.  Th« 
Bass  Clef  is  used  for  the  left  hand  in  Piano-Forte  or  Melodeon  music,  also  for  the  Violoncello,  Double  Bass,  &c.  When  music  is  written  for 
two  or  more  instruments  or  voices,  the  staves  are  connected  by  a  Brace. 


A  duett  for  two  violins,  or  for  Flute  and 
Violin,  would  be  connected  thus  :  — 


Music  for  the  Piano-Forte  or  Melodeon,  thu* : — 


i 


When  two  or  more  staves  are  connected  by  a  brace,  the  Bass  clef  is  always  situated  upon  the  under  staff. 


OP  THE  RESTS. 

Every  note  has  its  corresponding  Rest,  denoting  silenee,  or  a  stop  :  they  are  not  placed  upon  any  particular  line  or  space  of  the  staff,  but  in  suck 
»rder  as  best  accommodates  the  eye, — sometimes  being  above  the  staff  and  sometimes  beneath. 

A  whole  rest,  corresponding  with  the  whole  note  in  respect  to  time,  is  situated  under  the  fourth  line.  A  half  rest  is  situated  above  the  third  line.  4 
quarter  rest  turns  to  the  right.    An  eighth  rest  turns  to  the  left. 

Table  of  Notes  and  their  Corresponding  Rests. 


 ¥  

"  f  " 

-  *  ■ 

! 

Whole  Rest.        Half  Heat.      Quarter  Rest.      Eighth  Rest.   Sixteenth  Rest.  Thirty-second 

Rest. 

N 

 1  . 

1 

1k~ *  

 7* 

 J 

RUDIMENTS   OF  MUSIC. 


A  Tii  or  Slur  ^  above  or  below  two  or  more  notes  that  have  the  same  situation  upon  the  staff,  shows  that  they  are  to  be  performed  as  one  aot% 
th«  duration  of  which  is  equal  to  the  time  of  all  combined. 

"      equivalent  to  one  note,  the  time  of  which  is  eight  beats,    -^y-gy-^y-^-^    is  equivalent  to  one  note,  the  time  of  which  is  seven 


i 


-   is  equivalent  to  one  note  of  five  beats. 


m 


is  equivalent  to  one  note  of  six  beats. 


By  combinations  of  this  sort  we  can  express  a  sound  of  any  duration  required. 

A  dot  following  a  note  or  rest  makes  it  half  as  long  again  ;  a  whole  note  with  a  dot  is  equal  to  six  beats. 


~~>n*~ '     *s  equal  to   j~  ^ — ^~~\_ 


is  equal  to 


113  |l 


3=F 


is  equal  to 


m 


i 


Sests  are  never  connected  by  a  Tie,  but  arc  arranged  one  after  the  other  until  the  required  time  is  made  up,  thus :  — 

"When  more  than  one  bar  rest  is  required, 


2  bars.     3  bars.    4  bars.     5  bars.      6  bars.         7  bars.         8  ban.      3  bars. 


Two  dots  following  a  note  make  it  three-fourths  longer 
than  its  actual  length,  thus  :  — 


is  equal  to 


Qgg  i  -    is  equal  to 


When  the  slur  or  tie  is  placed  over  or  under  any  combination  of  notes 
that  are  on  different  lines  and  spaces,  it  signifies  that  they  must  be  performed 
in  a  smooth  and  connected  manner,  which  is  termed  a  Legato  movement,  and 
fti  written  thus  :  — 


Dots  placed  above  or  below  any  series  of  notes  indicate  the  opposite 
•tyle  of  playing,  which  is  termed  Staccato,  signifying  in  a  marked  and 
distinct  style,  represented  as  follows  :  — 


Written  thus. 


Played  thus. 


When  marked  in  this  manner,  each  notn  must 
particularly  short,  and  very  distinct. 


.  ■  vw  j.  Played. 
%/ *        1        1  *  • 


cat 

Written. 


RUDIMENTS  OF  MUSIC 


When  we  And  the  Legato  and  Staccato  movements  combined,  wnici  mostly  occurs  in  music  written  for 
Ihe  violin,  it  is  played  by  detaching  the  notes  with  the  movement  of  the  bow  in  one  direction,  either  up  or 
down. 

Three  notes,  with  a  figure  3  placed  over  or  under  them,  form  what  is  called  a  Triplet ;  and  such  notes  are 
to  be  played  in  the  time  of  two,  the  time  of  the  middle  note  being  taken  from  that  of  the  outside  notes. 


Written  thus . 


— f — i — i — i-^j — 0-j  i   1 1 


A  figure  6  signifies  that  six  are  to  be  played  in  the  time 


Other  combinations  of  notes  are  made,  and  the  number  marked  above  them,  thu» : 


Seven  to  be  played  in  the  time  of  four. 
Ten  to  be  played  in  the  time  of  eight. 
Nine  to  be  played  in  the  time  of  eight,  &«. 


OP  THE  SCALE. 

Notes  are  written  upon  every  line  and  space  of  the  staff,  also  upon  the  leger  lines  and  the  spaces  between  them.  These  notes  are  named  after  tht 
first  seven  letters  of  the  Alphabet,  A,  B,  C,  D,  E,  F,  G.  When  these  notes  follow  in  regular  succession,  they  form  what  is  called  a  Scale.  It  will  bt 
•baerved  that  notes  of  the  same  name  or  letter  occur  several  times  in  a  regular  scale,  but  always  in  a  different  position  on  the  staff. 


The  Scale  or  Gamut. 


6 
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Second  leger  line  below.  A 


t*. 

Br-*-- 


Second  space.       First  leger  line  above.     First  leger  line  below.        Third  space.         Second  leger  line  above.       Space  below.        Fourth  line. 


B,  &c 


The  notes  upon  the  lines  J     j  9      ^  j     The  nptes  upon  the  spaces  spell  the  word  Face,  J  j- — P      ^  "j 

*^        e       a       b       d      f  *^  FACE 


OP  THE  SHARPS  AND  FLATS. 

The  sound  of  any  note  may  be  changed  by  prefixing  any  of  the  following  characters. 

A  Sharp  before  a  note  raises  it  — ^—    A  Flat  before  a  note  lowers  it  a  Semitone. 

a  Semitone.     


A  Double  Sharp  raises  a  note  a  whole  tone 


A  Double-Flat  lowers  a  note  a  whole  tone.  — {-j—  A  Natural  contradicts  a  flat  or  sharp.  jj| 


or 


or  restores  the  single  flat  ot 
  sharp. 


When  one  or  more  sharps  are  placed  beside  the  clef,  they  affect  every  note  throughout  the  piece  upon  the  lines  and  spaces  where  they  are  situated; 
also,  any  other  notes  of  the  same  letter  upon  the  staff.    Any  flat  or  sharp  that  is  not  situated  thus  is  called  an  Accidental. 

Bb  and    Bfe  and  B\t 


F§  and  Ffl    CjJ  and  C#  and  C# 


i 


i 


Here  every  F  and  C  are  to  be  made 
sharp,  no  matter  what  their  situation 
upon  the  staff. 


When  flats  are  situated  in  th| 
same  position,  their  effect  is  tbl 
same  as  that  of  the  sharp. 


Example  of  the  Sharp. 


All  music  is  divided  into  equal  portions  of  time  by  perpendicular  lines  called  Bars, 
and  the  music  between  any  two  bars  is  called  a  Measure  When  an  accidental  sharp, 
flat  or  natural  is  prefixed  to  a  note,  all  the  following  notei  of  the  same  name  contained 
la  the  measure      affected  by  it,  thus :  — 


Written.  Stand. 


RUDIMENTS  OF  MUSIC 
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Example  of  the  Flat. 


Example  of  Tiir.  Natural. 


Played. 


Played. 


When  the  last  note  of  a  measure  is  influenced  by  an  accidental  flat,  sharp,  or  natural,  if  the  next  measure  should  commence  with  the  same  note  it  is 
also  affected  likewise,  thus  : — 


Played. 


Written. 


Sharps  and  flats  before  a  piece  of  music  are  called  the  Signature. 

One  Sharp  Two  Sharps  Three  Sharps  Four  Sharps 


Where  the  Signature  is 
that  sharp  is  always 

Where  the  Signature  is 
that  flat  is  always 


Five  sharps 

ft     gg§|  g|g 


Six  Sharps 


Played. 


Seven  Sharps 


F  FC 
One  Flat  Two  Flats 


FCG 


Four  Flats 


m 


FCGD  A 
Five  Flats 

k 


FCGDAE 
Six  Flats 


F  CGDAEB 
Seven  Flats 


B  E 


BE  A 


BEAD 


BE  ADG 


BEADGC 


BEADGCF 


It  will  be  observed  that  every  note  can  be  made  flat  or  sharp ;  and  therefore  the  signature  which  determines  a  key  may  contain  seven  sharps  or  flat* 


OP  TIME. 

By  Common  Time,  which  is  expressed  by  these  characters,  re  or  yks,  and  sometimes  by  the  figures  2l  or  ;4"  etc.,  we  understand  that  eack 

S3       £p  «J.  ^ 

measure  contains  music  to  the  value  of  four  beats,  or  one  semibreve,  which  it  aiade  up  in  time  by  any  combination  of  notes  or  rests,  thus :  — 


10 


RUDIMENTS  OF  MUSIC. 


or 


Count  1,    2.    3,  i. 


The  various  figures  used  in  indicating  time  are  these 
The  upper  figure  indicates  the  number  of  notes  to  a  measure 
and  the  under  one  the  kind  of  notes. 


Common  Time.  Three-four  time.  Two-four.  Three-eight.      Six-eight.      Nine-eight.  TweWe-eight. 


Common  Time. 


5EE=SE 


EE 


or  


Four-fourth  Three-fourth 
notes.  notes. 


In  order  to  give  the  proper  character  and  expression  to  all  music,  the  most  careful  attention  must  be  paid  to  the  correct  division  of  the  notes.  Every 
measure  should  be  played  in  the  same  time  as  the  first  measure  was  commenced,  neither  faster  nor  slower.    This  mark  >  is  used  to  indicate  a  particular  ac- 

eent  or  stress  upon  a  note.    Common  time,  and  all  other  kinds  expressed  by  the  even  numbers  j    g   J  &c,  must  be  accented  upon  the  beginning  and 


middle  of  the  measure,  thus :- 


These  accents  are  not  marked,  but  are  to  be  understood ;  it  is  only  when  particular  force  or  stress  is  required  to  be  given  to  a  note  that  it  is  indicated 
hv  the  mark.    In   41-        and  4)"  time  the  accent  occurs  only  upon  the  first  note  in  the  measure. 

7  *f  9 


It  will  also  be  observed  in  time  indicated  by  the  even  numbers,  that  notes  requiring  bars  across  the  stems  are  combined  in  groups  of  even  numbers 
And  in  3l  IX  an(^        tney  818  ^e<^  tog6*-061,  m  groups  of  three.    This  is  not  always  the  case,  but  most  generally  so. 
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rl 


When  the  unaccented  part  of  a  measure  is  to  have  a  particular  emphasis,  it  is  shown  by  the  characters  /*  or  rf,  or  ■=—,  or  \ 
part  of  a  measure  is  made  of  more  importance  than  the  strong,  such  deviation  from  the  regular  accent  is  called  Syncopation. 


And  when  the  weakel 


i 


5 


Emphasis. 
-n**  P*- 


n  n 


Double  Bars  indicate  the  end  of  a  strain  and 
the  conclusion  of  a  tune,  thus :  — 


m 


Syncopation. 


m 


m 

V 

=J==| 

-    m    m  ~ 

Two  or  four  dots  found  upon  t  /3  spaces  of  the  staff, 
before  or  after  a  double  bar,  signiiy  repetition. 


or 


When  the  letters  D.  C.  —  which  signifies  Da  Capo — are  found  over  a  double  bar,  it  signifies  that  the  first  part  of  the  piece  must  be  played  again 
tefore  proceeding  to  finish  the  piece.  When  it  is  found  at  the  last  strain,  it  implies  that  we  must  return  and  finish  with  the  first  strain  ;  but,  if  we  find  this 
character,^,  which  is  called  a  Pause,  over  any  double  bar,  it  signifies  the  end,  or  conclusion.  The  Pause  is  sometimes  for  another  purpose  :  that  is,  when 
placed  over  a  rest  or  note,  the  performer  must  dwell  upon  it,  or  can  introduce  an  embellishment,  such  as  he  may  think  proper,  for  effect 

This  mark  is  called  a  Sign  j£.  When  it  appears  the  second  time,  it  signifies  that  we  are  to  return  to  where  it  is  first  found,  and  finish  at  the  pause 
which  occurs  over  the  first  double  bar  after  it. 


Examples. 
its 


DC. 


I 


1 


The  end. 


First  Part. 


Second  Part. 


D.C. 


Fnurth  Part. 


—4— 

m 

til 

^1 

rt\  Fine. 


First  Part. 


56 

m 


Second  Part 


Third  Part. 


kf.lf 


Fifth  Part. 


Sixth  Part. 


Here  we  play  the  first  and  second  strains,  when  the  D.  C. 
directs  us  to  play  the  first  part  again  which  makes  the  third  strain: 
and  then  we  skip  the  second  part  and  proceed  to  the  fourth  strain, 
and  finish  at  the  pause. 

After  playing  the  first  four  parts,  the 
j£  appearing  the  second  time  directs  ui 
—    to  where  it  appeared  at  first,  when  wl 
play  on  until  we  reach  the  ^V. 


Fonrth  Part. 


12 
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The  word  Bis  placed  over  one  or  more  bars  signifies  repetition.  It  is  sometimes  accompanied  with  the  dots  for  repetition,  or  detached  lines  ta 
indicate  the  number  of  bars  repeated 

Example. 


Written. 
BIS.^- 


flayed. 


— i— 
-# 


Written. 


8va  written  over  any 

number  of  notes  implies  that  they  are 
to  be  played  eight  notes,  or  an  octave, 
higher,  until  the  word  Loco  appears, 
which  signifies  as  written. 


8va. 


Played. 


\.—.^^-  ^ — 


U  

±2£z?s 



i; 


0.0 


90 


0-0-  £• 


ABBREVIATIONS. 

When  a  succession  of  similar  notes  is  required,  we  sometimes  use  the  following  characters,  winch  are  termed  abbreviations. 


A  whole  note  with  a  single    ~Q  'Z. 
dash  signifies  that  it  is  to  be 
played  as  eighth  notes. 


I 


A  double  dash, 


Written. 


Played.  Written.  Played. 

Other  Examples  of  Abbreviations. 


Written.      Played.  Written. 


Played. 


*^  Written.  Played.  Written.  Played.  Written.  Played.  Written. 


Played. 


This  character  signifies  repetition :  — • 


Written. 


Played. 


Wrtttat 


Played. 
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This  mark  g^p  is  called  a  Turn,  and  is  executed  in  the  following  manner :  — 


ay 

Written. 


flayed. 


Wntten. 


A  Swell  — * <  and  Diminuendo  are  often  united,  — 5  the  first  is  executed  by  commencing  the  note  gently,  and  gradually  increasing 

the  tone ;  the  second,  by  commencing  with  force  and  gradually  (hminishing ;  and,  when  united,  it  is  executed  by  touching  the  note  over  which  it  is  placed, 
fct  first  gently,  and  by  degrees  increasing  the  tone,  till  it  arrives  at  its  full  pitch,  then  diminishing  it  till  it  falls  off  to  its  first  softness. 

There  are  several  kinds  of  turus :  the  plain  turn  s\9,*inverted  turn     turn  after  a  dot,  &c,  which  are  fully  explained  in  the  following  examples :  — 


Plain  Turn.      Inverted  Turn 
S\5  ?9 


Turn  after  a  Dot 


9SS 


ft 


4 


«S9 


Written. 


Played. 


A  Shake  (/VV)  is  one  of  the  nincipal  jmbenisnments  in  music,  if  well  performed,  but  shou'/5  aoi  be  so  frequently  and  injudiciously  used  as  is  often 
the  case.  A  plain  shake  '  '-fin  sound  of  two  notes  put  in  equal  motion.  A  turned  shaks  js  composed  of  three  diatonic  notes,  the  first  of  which  is  called 
the  preparative  »sr>f~.  ar'I  the  last  two 't  ;  -c^iutioE     -ihe^ys;  r.n  a"  ither  kinds  of  Graces,  must  be  played  in  proper  time, 


j^lain  Shake. 


Written. 


■ 

— J* 

fflj  1_ 

Written. 


Played 


r 

Passing  Shake. 

 =  ^ — /V 

f  ■ 

-i— 4— ,-rtH — ' 
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Turned  Shake. 


APPOGGIATURAS,  OR  GRACE  NOTES. 

The  Appoggiatura,  or  Grace  Note,  is  a  small  note  reversed  and  added  to  other  notes  for  the  sake  of  expression.  Whatever  length  is  given  to  the  small 
note  must  be  taken  out  of  the  time  of  the  principal  note,  which  is  the  note  immediately  after  it.  There  are  two  sorts  of  Appoggiaturas, — the  greater  and 
the  lesser.  The  greater  Appoggiatura  is  most  frequently  used  in  slow  movements  and  at  the  end  of  a  strain ;  the  lesser,  in  quick  movements  throughout  a 
piece. 


Written. 


Other  Examples. 
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Notes  are  always  connected  In  the  most  convenient  form :  tor  this  reason  we  sometimes 
•beenrt  them  in  this  manner : 


Choice  Notes. 


Written, 


When  the  last  two  bars  of 
a  strain  are  marked  lmo  and 
2mo,  (that  is,  to  be  repeated,) 
it  isiplies  that  when  played  the 
second  time  th«  2mo  is  to  be 
substituted  for  the  lmo,  which 
is  of  course  omitted. 


*J  Written.  • 


lmo.  j  2mo.  J 


 1 — j — i  1  ■. 

Played. 


INTERVALS. 

An  Interval  is  the  distance  from  any  one  tone  or  note  to  the  following  one.  The  smallest  interval  is  that  of  a  second.  The  first  and  last  note  are 
fcicluded  in  counting  the  distance. 


A  Second  is  the  distance  from  any  one  note  in 
the  scale  to  the  next,  following  one. 


-  or 


* — 


Intervals  of  a  Second. 


Intervals  of  a  TUrr*. 


Intervals  of  a  Sixth. 


It  must  be  observed  that  the  interval  of  a  third  is  composed  of  three  notes,  E,  F,  G,  or  A,  B,  C,  &c. ;  the  intervals  of  a  sixth,  of  six  notes,  E,  F,  G,  A# 
B,  C,  or  F,  G.  A,  B,  C,  D,  &c 

L  2,  3,-4,  6,  6,  7,   _  £ 


Some  intervals  are  small,  and  others  large.  In  the  regular  Majoi  Scale  we  find  tones 
mi  semitones  in  the  following  order :  — 


ir=t 


— I  -7H  -& 


i  r 


Tone.      Tone.  Semitone.  Tone.      Tone.      Tone.  Semitone 


A  semitone  always  between  E  and  F,  also  between  B  and  C,  which  are  the  third  and  fourth  and  the  seventh  and  eighth  notes  of  the  scale  ;  this  is  caiMt 
fca  Natural  Key,  (because  it  has  no  signature  of  flats  or  sharps,)  or  the  key  of  C,  because  the  tones  and  semitones  are  cnlmiafori  from  tie  note  C 


lb 
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TRANSPOSITION  OP  THE  KEYS  OR  SCALE. 

When  C  is  taken  as  1,  the  scale  is  said  to  be  in  its  natural  position;  but  either  of  the  other  lette:"  may  be  taken  as  1,  in  which  case  the  scale  is  said 
to  be  Transposed.  As  1  is  the  basis  of  the  scale,  the  foundation  on  which  it  rests,  so  the  letter  which  is  taken  for  this  sound  is  called  the  Key-Note. 
Thus,  if  the  scale  be  in  its  natural  position,  it  is  said  to  be  in  the  key  of  C ;  if  G  be  taken  as  1,  the  scale  is  in  the  key  of  G ;  if  D  be  taken  as  1,  the  scale 
is  in  the  key  of  D ;  and  so  on  with  the  rest  of  the  seven  letters  ;  whichever  letter  is  taken  as  1,  that  letter  becomes  the  key-note  of  the  scale. 

In  transposing  the  scale,  the  order  of  the  intervals,  or  tones  and  semitones,  must  be  preserved.  Thus,  the  interval  must  always  be  a  tone  from  1  to  2, 
a  tone  from  2  to  3,  a  semitone  from  3  to  4,  a  tone  from  4  to  5,  a  tone  from  5  to  6,  a  tone  from  6  to  7,  and  a  semitone  from  7  to  8.  The  interval  from  one 
letter  to  another  is  always  the  same,  and  cannot  be  changed, — thus,  it  is  always  a  tone  from  C  to  D,  and  from  D  to  E  ;  a  semitone  from  E  to  F ;  a  tone 
from  F  to  G,  from  G  to  A,  from  A  to  B  ;  and  a  semitone  from  B  to  C.  In  the  transposition  of  the  scale,  therefore,  it  becomes  necessary  to  introduce 
sharps  and  flats,  or  to  substitute  sharped  or  flatted  letters  for  the  natural  letters,  so  as  to  preserve  the  proper  order  of  the  intervals. 


First  transposition  by  sharps  from  C  to 
G,  a  fifth  higher,  or  a  fourth  lower. 


D        E        F         G        A         B         C  GABCDEF^G 


The  same  method  is  followed  in  all  the  transpositions  by  sharps,  viz.,  the  fifth  above  or  fourth  below  is  taken  as  1  of  a  new  key,  in  every  succeeding 
transposition,  and  an  additional  sharp  will  be  required  also  in  every  succeeding  transposition. 

To  transpose  the  scale  by  flats,  we  take  the  fourth  (instead  «f  the  fifth)  of  every  new  scale.  F  is  the  fourth  of  C ;  hence  it  is  1  of  the  new  scalt 
(key  of  F.)    The  order  of  intervals  must  be  the  same  in  the  flat  keys  as  in  the  sharps:  hence  the  B  must  be  made  flat. 


G  MAJOR. 
-0 


The  Sharp  Keys. 


d  MAJOR. 


EUEIMENTS  OP  MUSIC. 
The  Flat  Keys. 


9 


F  MAJOL. 


22 


i 


Eh  MAJOR. 


? — W- 


illlllisaii 


Eb  MAJOR. 


H  

-1  

z=d 

 * 

A  MAJOR. 


The  difference  between  the  major  and  minor  key  is  a  minor  third,  (three  semitones.)    The  major  third  contains  two  whole  tones,  (four  semitones.) 

Examples. 


MAJOR  THIRD. 


n 


SCALE  IN  THE  KEY  OF  C,  MAJOR  MODE. 


m 


2?: 


The  third  in  the  minor  scale  contains  one  whole  tone  and  a  semitone. 

MINOR  THIRD. 


ST 


I 


I 


-TSL—&- 


SCALE  IN  THE  KEY  wF  A  MINOR  MODE. 


1JNUK  MUU 


22: 


The  reWive  minor  of  a  major  key  has  the  same  number  of  sharps  or  flats,  and  is  found  one  minor  third  belor  the  key-note 

THE    MINOR  SCALES. 


E  MINOR. 


B  MINOR. 


F#  MINOR. 


»ijjii*wrwiPi  — 


C#  MINOR. 


— \~d — 


S3 


THE  CHROMATIC  SCALE. 

This  scale  contains  all  the  notes,  natural,  flat,  and  sharp,  to  D  above  the  second  leger-line. 


3=H^ 

-1 

-  t 

f 

— ! 

^1 

-If 

Of  THE  CHORDS* 


CaottbS,  of  double  notes,  afe  Written  tine  above  the  other,  and  Can  be  played 
•pon  the  Violin,  Piano,  Melodeon,  &c  ;  in  music  for  the  Flute,  Clarionet,  Fife* 
c,  the  upper  note  only  must  always  be  played. 


DICTIONARY  OS1  MUSICAL  TERM? 


A 

At  da  Itaaavprepesitlon,  meanisg  to,  in,  ky,  at,  he. 

Accelerando  ;  accelerating  the  time,  gradually  (aster  and 
faster. 

Adagio,  or  Adasio;  slow. 

Adagio  Assai,  or  Moi.tc  ;  very  slow 

Ai>  Libitum  ;  at  pleasure. 

Affetuoso  ;  tender  and  afi*ec*jng. 

Agitato  ;  with  agitation. 

All  a  Capella  ;  in  church  style. 

Allegretto  ;  less  quick  than  Allegro.  Allegro  ;  quick. 
Allegro  Assai  ;  very  quick. 

Allegro  ma  won  troppo  ;  quick,  but  not  too  quick. 
Amabile  ;  in  a  gentle  and  tenderstyle. 
Amateur  ;  a  lover  but  not  a  professor  of  music. 
Aweitoso,  or  Con  Amore  ;  affectionately,  tenderly. 
Andante  :  gentle,  distinct,  and  rather  slow,  yet  connected. 
Andantino  ;  somewhat  slower  than  Andante. 
Animato,  or  Con  Anima;  with  ferwant,  animated  expression. 
ANiMOor  Con  Anim*  ;  with  spirit,  courage,  and  boldness. 
Antiphone  ;  music  sung  in  alternate  parts. 
Arioso  ;  in  a  light,  airy,  singing  manner. 
A  Tempo  ;  in  time. 

A  Tempo  Ginwo  ;  in  strict  and  exact  time. 

Bi:n  Mabcato  ;  in  a  pointed  and  well-marked  manner. 

Bis ;  twice. 

Brillantb;  brillant,  gay,  shining,  sparkling. 

Cadence  ;  closing  strain  :  also,  a  fanciful  extemporaneous 

embellishment  at  th«  close  of  a  song. 
Cadenza  ;  same  as  the  second  use  of  Cadence.  See  Cadence. 
Calando  ;  softer  and  slower. 

Cantabilb  ;  graceful  singing  style  ;  a  pleasing,  flowing 
melody. 

Canto  ;  the  treble  part  in  a  chorus. 

Choir  ;  a  company  or  band  of  singers ;  also,  that  part  of  a 

church  appropriated  to  the  singers. 
Chorist,  or  Chorister  ;  a  member  of  a  choir  of  singers. 
Col,  or  Con  ;  with.    Col  Arco  ;  with  the  bow 
Comodo,  or  Commodo  ;  in  an  easy  and  unrestrained  manner. 
Con  Afpbtto  ;  with  expression. 
Con  Dolcessa  ;  with  delicacy. 

Con  Dolore  cr  Con  Duolo  ;  with  mournful  expression. 
Conductor;  one  whe  superintends  a  musical  performance; 

same  as  Music  Director. 
Con  Energia  ;  with  energy. 
Con  Espressione  ;  with  expression. 
Con  Fcoco  ;  with  ardor,  tire. 
Con  Grazia  ;  with  grace  and  elegance. 
Con  Impeto  ;  with  force,  energy. 
Con  Justo  ;  with  chaste  exactnesi 
Con  Moto  ;  with  emotion. 
Con  Spwito  ;  wts»  spirit,  wm  mating  » 


Cobo  ;  chorus. 
Da  :  for,  trom,  of. 

Dukti  ;  for  two  voices  or  instruments. 
Diminuendo  ;  gradually  diminishing  the  sound. 
Da  Capo  ;  from  the  beginning. 
Declamando  ;  in  the  style  of  declamation. 
Decrescendo  ;  diminishing,  decreasing. 
Devozione  ;  de"otional. 

Dilettante  ;  aloverof  thearts  in  general, oraloverof  music. 

Di  Molto  ;  much  or  very. 

Divoto  ;  devotedly,  devoutly. 

Dolce  ;  soft,  sweet,  tender,  delicate. 

Dolente,  or  Dolorosa  ;  mournful. 

Doloroso  ;  in  a  plaintive,  mcurnful  style. 

E  ;  and.    Elegante  ;  elegance. 

Energico,  or  Con  Energia  ;  with  energy. 

Espressivo  ;  expressive. 

Finf,  Fin,  or  Finale  ;  the  end. 

Forzando,  Fobza,  or  Fz  ;  sudden  increase  of  power. 

Fugue,  or  Fuga  ;  a  composition  which  repeats  or  sustains, 
in  its  several  parts,  throughout,  the  subject  with  which 
it  commences,  and  which  is  often  led  off  by  some  one  of 
its  parts. 

Fugato  ;  in  the  fugue  style. 

Fughetto  ;  a  short  fugne. 

Giusto  ;  in  exact  and  steady  time. 

Grazioso  ;  smoothly,  gracefully. 

Grave  ;  slow  and  solemn. 

Impresario  ;  the  conductor  of  a  concert. 

Lacrimando,  or  Lacrimoso;  mournful  and  pathet  c. 

Lamentbvole,  Lamentando.Lamentabile  ;  mournfully. 

Larghissimo  ;  extremely  slow. 

Larghetto  ;  slow,  but  not  so  slow  as  Largo. 

Largo  ;  slow. 

Legato  ;  close,  gliding,  connected  style. 
Lentando  ;  gradually  slower  and  softer 
Lento,  or  Lentamente  ;  slow. 
Ma  ;  but. 

Maestoso  ;  majestic,  majestically. 

Maestro  di  Capella  ;  chapel-master,  or  conductor  of 

chureh  music. 
Marcato  ;  in  a  strong  and  marked  style. 
Messa  di  Voce  ;  moderate  swell. 

Moder ato,  or  Moder  amente  ;  moderately,  in  moderate  time. 

Molto  ;  much  or  very. 

Molto  Voce  ;  with  a  full  voice. 

Morendo  ;  gradually  dying  away. 

Mo  it  dent  u  ;  a  beat  or  transient  shake. 

Mosso ;  em<Tion. 

Moto  ;  motion.  Andante  Con  Moto  j  quicke.  than 
Andante. 


jiox ;  not ;  as,  now  f boppo  ;  not  too  muc* 

Obgano  ;  the  organ. 

Orchestra  ;  a  company  or  band  of  instrumental  performen 

Pastoral  ;  applied  to  graceful  movements  in  sextuple  »ime 

Piu ;  more    Pin  Mosso;  with  more  motion,  faster. 

Pizzicato  ;  snapping  the  violin  string  with  the  fingers. 

Poco  ;  a  little.    Poco  Adagio  ;  a  little  slow. 

Poco  a  Poco  ;  by  degrees,  gradually. 

Portamento  ;  the  manner  of  sustaining  and  conducting 

the  voice  from  one  sound  to  another. 
Precentor  ;  conductor,  leader  of  a  choir. 
Presto  ;  quick. 
Prestissimo  ;  very  quick. 

Rallentando,  Allentando,  or  S lentando  ;  slower  ant 

softer  by  degrees 
Recitando  ;  a  speaking  manner  of  performance 
Recitante  ;  in  a  style  of  recitative. 
Recitative  ;  musical  declamation. 

Rinforzando,  Rinf,  or  Rinforzo  ;  suddenly  increastna 

;n  power. 
Ritardando  ;  slackening  the  time. 
Semplice  :  chaste,  simple. 

Sempre  ;  throughout,  always  ;  as,  Sempre  Forte  ;  lou4 
throughout. 

Senza  ;  without,  as,  Senza  Organo  ;  without  the  Orgar 
Sforzando,  or  Sforzato  ;  with  strong  force  or  emphasis, 

rapidly  diminishing. 
Sicilian  ;  a  movement  of  light,  graceful  character. 
Smorendo,  Smorzando  ;  dying  away. 
Soave,  Soavemente  ;  sweet,  sweetly.    See  Dolcb 
Solfeggio  ;  a  vocal  exercise. 
Solo  ;  for  a  single  voice  or  instrument. 
Sostenuto  ;  sustained. 

Sotto  ;  under,  below.  Sotto  Voce  ;  with  subdued  voice 
Spiritoso,  Con  Spirito  ;  with  spirit  and  animation. 
Staccato  ;  short,  detached,  distinct 
Subito  ;  quick. 

Tace,  or  Tacet  ;  silent,  or  to  be  silent.    Tardo  ;  slow 
Tasto  Solo;  without  chords 

Tempo  ;  time.    Tempo  a  Piaoere  ;  time  at  pleasure. 

Tempo  Giusto  ;  in  exact  time. 

Ten,  Tenuto  ;  hold  on.    See  Sostenuto. 

Tutti  ;  the  whole,  full  chorus. 

Un,  a;  as  ;  Un  Poco  ;  a  little. 

Va  ;  go  ou  ;  as,  Va  Crescendo  ;  continue  to  increaj* 

Verse  ;  same  as  Solo. 

Vigoroso  ;  bold,  energetic. 

Vivace  ;  quick  and  cheerful. 

Virtuoso  ;  a  proficient  in  art. 

Voce  Sola  ;  voice  alone 

Volti  Subito;  yum  «*er  fofckl* 
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INSTRUCTIONS  FOR  THE  CLARIONET. 


The  Clarionet  is  an  instrument  not  only  much  esteemed  in  the  army,  but  also  in  concerts,  where  its  effect,  in  conjunctioa 
with  other  wind  instruments,  is  admirable ;  and  even  in  Solos,  Airs,  and  Duetts,  it  may  be  rendered  very  agreeable  by  a  judi- 
cious management. 

The  Clarionet  is  divided  into  four  parts : — the  mouth-piece,  (on  which  a  flat  reed  is  tied,)  the  upper  piece,  the  middle  piece, 
and  the  bell,  or  bottom  piece.  It  has  thirteen  holes,  five  of  which  are  stopped  by  keys;  and  to  those  keys  the  instrument  is 
indebted  for  its  chief  use,  as,  before  they  were  contrived,  it  was  not  used  in  concerts. 

The  Clarionet  must  be  held  in  front  of  the  body,  with  the  Bell  inclining  downwards,  with  the  left  hand  uppermost. 

The  thumb  of  the  left  hand  is  for  the  key  nearest  the  mouth,  and  the  first  open  hole  that  ia  underneath; 

The  1st  finger  for  the  second  or  upper  key,  and  the  second  open  hole  ; 

The  2d  finger  for  the  third  open  hole ; 

The  3d  finger  for  the  fourth  open  hole; 

And  the  little  finger  of  the  left  hand  for  the  two  long  or  lowest  keys. 
The  1st  finger  of  the  right  hand  for  the  fifth  open  hole; 
The  2d  finger  for  the  sixth  open  hole  ; 
The  3d  finger  for  the  seventh  open  hole ; 

The  little  finger  of  the  right  hand  for  the  eighth  or  lowest  open  hole,  and  the  short  key  at  the  bottom. 

So  that  the  thumb,  first  and  little  finger  of  the  left  hand,  manage  six  holes,  and  the  little  finger  of  the  right,  two.  Blow 
moderately  strong  the  low  notes ;  but  for  the  high  notes  the  reed  must  be  pinched  with  the  lips,  and  blow  a  little  stronger. 
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SCALE  FOR  THE  THIRTEEN-KEYED  CLARIONET. 
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24  SCALE   IN   THE   KE2*   OP   D,     TWO  SHARPS.)   F   AND   C   ARE   MADE  SHARP. 

Semitones  between  F  sharp  and  G  i  C  sharp  and  D. 
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SCALE  IN  THE  KEY  OP  A,   (THREE   SHARPS,)   F,  C  AND  G  ARE  MADE  SHARP. 
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BARBER  OF  SEVILLE  MELODY. 
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ZAMPA  MELODY. 
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26       SHALE  IN  THE  KEY  OF  E  FLAT,  (THREE  PLATS.)  B,  E,  A  AND  D  ARE   MADE  PLAT. 
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SCALE  IN  THE  KEY  OP  E.  (POUR  SHARPS,)  P,  C,  G  AND  D  ARE  MADE  SHARP. 
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ANY  ORNAMENTS. 
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ON  THE  BEACH  AT  BRIGHTON. 
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ENOCH  ARDEN  ;  OR,  I'LL  SAIL  THE  SEAS  OVER.  41 
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60  SANS    SOU  CI    GALOP.  Concluded. 
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No.  1.  Figure  First. — Salute,  leads  forward  and  back ;  Forward  and  turn  opposite  partners  back  to  places  ;  right  and  left,  balance  to  corners, 
hum  to  places.    Sides  repeat.    The  whole  again. 


No.  2. 


f-  0  n?-0-w~^0 


No.  2.  Figl.be  Two. — Leads  forward  and  back,  pass  ladies  iu  front  and  salute,  chasse,  right  and  left,  Sides  form  with  leads,  forward  and  back,  mm 
partners  to  places.    Sides  repeat,  leads  with  sides,  th«  whole  again 
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FRENCH   LANCERS.  Continued. 
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No.  3.    Figure  Three. — Leads  forward  and  back,  forward  and  salute,  back  and  salute  partners,  ladies  chain,  Sides  repeat  the  whole  again. 
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No.  4  Figusk  Focktm. — Leads  tc  right,  salute  to  left  and  salute  then  to  places,  then  right  and  left.  Sides  repeat  tc  right — Leads  to  left,  aidef 
ki  left. 


68. 


No.  & 


FRENCH    LANCERS.  Continued. 
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No.  5.  Fifth  Figure. — Right  and  left,  grand  chain  ;  first  lead  turn  right  side,  left  side  and  second  lead  form  in,  chasse  right — left,  march,  chasse 
out,  join  hands,  forward  and  back,  turn  partners  to  places,  right  and  left,  grand  chain  ;  second  lead  turn  left,  right  first  lead  chasse  and  march,  right  and 
left,  grand  chain,  right  side  turn  second  lead  and  first  lead,  left  side  chasse  and  march,  and  grand  chain  ;  left  side  turn  first  lead,  second  lead,  right  sidfl 
eh*a«e.  march  And  grand  chain. 


FRENCH    LANCERS.  Concluded. 
No.  5,  Continued.   Fourih  Figitk> 
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PALERMO  QUADRILLES. 
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No.  1.  First  Figure. — Top  and  bottom  couples  right  and  loft.  Top  aod  bottom  couples  chasse  to  the  side,  and  then  chasse  to  place.  Ladai 
thaiu  ;  too  and  bottom  c<  upies  <jaioo  across  and  back  again-    Repeated  by  the  sides 
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PALERMO  QUADRILLES.  Continued. 
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No.  2.  Second  Figure. — Top  and  bottom  couples  forward  and  back ;  cross  over ;  chassez  to  the  right  and  left,  or  forward  and  back  again ;  top 
and  bottom  couples  galop  across.    Repeat  four  times. 
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No.  3.  Thibd  Figure. — Top  and  bottom  couples  right  hand  across,  then  left  hand  back,  keep  hold  of  the  nand  of  the  opposite,  and  form  a  square, 
giving  your  right  hand  to  your  partner  ;  you  then  balance  and  half  promenade.  Top  and  uottom  couples  forward  and  back :  forward  again  and  tur» 
Cha  opposite  with  both  hands  Quite  around ;  resume  your  place ;  top  and  bottom  forward  and  back,  then  cross  over  to  your  piaons 


PALERMO    QUADRILLES.  Concluded. 
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No.  4.  Fourth  Figure. — First  and  opposite  couples  forward  and  back  ;  forward  again  and  give  the  partner  to  leading  gentleman  ;  forward  three 
and  back,  forward  and  bow,  the  gentleman  opposite  forward  and  turn  each  lady  ;  then  four  hands  half  round,  and  half  right  and  left  to  place.  Repeat 
bar  times. 
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No.  5.  Fifth  Fiqubb.-— All  turn  corners,  top  and  bottom  couples  forward  and  back,  cross  over,  chasse  to  right  and  left,  and  return  to  places,  galof 
across,  all  chasse 
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BELLE   HELENE   SET.      OPlain  Cotillions 
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No.  1.    Fibst  Figtxbe. — Right  and  left ;  chassez  to  the  side,  then  back  to  place ;  ladies  chain,  then  galop  across  and  back  again  to  place. 

A  HUSBAND  WISE. 
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No.  3.    Secohd  FiacBE  — Forward  and  back  ;  cross  over  ;  chaaaez  to  right  or  left,  or  forward  and  back  again  ;  gaiop  acroa*. 


BELLE    HELENE   SET.      Concluded.  7H 
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No.  3.  Thebd  Figure. — Right  hand  across,  then  left  hand  back ;  keep  hold  of  the  hand  of  the  opposite,  and  form  a  square,  giving  your  right  hand 
to  your  partner  ;  then  balance  and  half  promenade.  Forward  and  back ;  forward  again,  and  turn  the  opposite  with  both  hands  quite  around ;  forward 
and  back,  then  cross  over  to  your  places. 
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No.  4.  Fourth  Fiscbe. — All  swing  corners  Forward  and  back,  cross  over,  chassez  to  the  right  and  left,  and  return  to  places.  Galop  acrotsi 
»H  chasaea< 
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BLUE   BEARD   SET.      (I3  lain  Cotillions.) 
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No.  1.  First  Figure. — Bight  and  left ;  chassez  to  the  side,  then  back  to  place ;  ladies  chain,  then  galop  across  and  back  again  to  place. 
No.  2. 
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No.  2.    Secoki>  Fioure. — Forward  and  back  ;  cross  over;  chassez  to  right  and  left,  or  forward  and  back  agam:  gaion  across 
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BLUE    BEARD    SET.  Continued. 
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No.  3.  Third  Figure. — Right  band  across,  then  left  hand  back ;  keep  hold  of  the  hand  of  the  opposite,  and  form  a  square,  giving  your  right  hand 
to  your  partner  ;  then  balance  and  half  promenade.  Forward  and  back ;  forward  again,  and  turn  the  opposite  with  both  hands  quite  around ;  forward 
and  back,  then  cross  over  to  your  places. 
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No.  4.    Fousia  Figure. — All  swing  corners.    Forward  and  back,  cross  over,  chaasez  to  the  right  and  left,  and  return  to  places.    Galop  acroM  j 


76  BLUE    BEARD    SET.  Concluded. 
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GRAND  DUCHESSE  LANCERS. 
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No.  1.  FntsT  Figure. — First  Lady  and  opposite  Gentlemen  forward  and  back  4  bars — Same  couple  forward  a  second  time,  turn  with  right  hand 
and  return  to  places.  4 — First  and  second  couple  cross  over,  the  first  passing  between  2nd,  4 — Return  to  places,  second  passing  between  the  first  4— 
Balance  at  both  corners,  the  four  Ladies  balance  to  the  Gentlemen  on  their  right,  Gentlemen  facing  to  the  left  to  receive  the  balance,  turn  with  both  handi 
and  finish  in  places.  8 — Same  for  the  other  three  couples. 
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No.  3  Second  Figure. — First  couple  forward  and  back,  forward  a  seconl  time  and  Lave  lady  in  front  of  opposite  couple  facing  her  partner,  Gent 
returning  k.o  place.  4  bars — Chasse  to  right  and  left,  same  couple  4 — Turn  with  both  hands  to  place,  (same  couple,)  4 — All  eight  forward  and  back  in 
two  lines  4 — Forward  and  turn  partner  to  places.  4 — In  forming  two  lines  first  and  second  times  the  two  side  couples  separate  from  their  partners  »n4 
Iota  each  jtde  of  the  head  -"otioies  forming  two  \iae»  four  on  a  side     "3rd  and  1th  times  the  head  »v>ii;>1<»  joir.  the  side. 
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GRAND    DUCHESSE    LANCERS.  Continue*!. 
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Third  Figure. — First  Gentlemen  and  opposite  Lady  forward  and  back  4  bars — Forward  a  second  time  and  salute.  (Courtsey  and  bow) 
pud  return  to  places  4 — The  four  Ladies  form  a  windmill  by  giving  their  right  hands,  the  four  Gentlemen  take  their  partners'  left  hands,  with  their  left 
hands,  all  facing  the  same  direction,  and  promenade  entirely  round  and  turn  partners  in  places.  8 — In  place  of  the  Windmill,  sometimes  make  a  doable 
Ladies  chain : — Four  Ladies  cross  hands  with  right  hand  half  round  the  circle,  turn  the  opposite  Gentlemen  with  left,  and  cross  hands  half  round  again, 
and  turn  partners  with  left  hand.    (Generally  adopted  in  Paris.)    Same  for  the  other  three  couples. 
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RALL.  TEMPO. 

No.  4.    Fourth  Figure. — First  couple  visit  the  couple  on  the  right,  salute  with  bow  and  courtsey  4  bars — Visit  the  couple  on  the  *eft  and  salute. 
4 — Chassez  across  four  with  the  second  couple  visited  4 — First  couple  return  to  place  4 — Rig'it  and  left  with  opposite  couple  S — This  figure  may  be  danced 
double,  viz  :  First  and  opposite  couple  visit  the  right  hand  couple,  and  then  the  left  chassez  across  and  return  to  places,  and  right  and  left.    This  i»  tb« 
rorite  way  of  dancing  it  in  Paris. 
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DRINKING  BONO 


GRAND   DUCHESSE  I^ANCERS.  Concluded. 
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No.  5.  Fifth  Figure. — Grand  chain  (or  right  and  left  all  around)  16  bars — First  couple  turn  round  and  face  outward  2 — Couple  on  the  right 
take  place  behind  first,  2 — Couple  on  left  behind  third  couple.  2 — Second  couple  behind  all.  2 — Allchassez  across  and  back,  Gentlemen  passing  behind 
Ladies.  8 — Promenade  outside  Ladies  to  right,  gentlemen  to  left,  meeting  at  the  bottom  and  coming  up  together,  8 — all  eight  forward  and  backward 
(Ladies  on  one  side,  Gents  opposite.)  4 — all  forward  and  turn  partners  to  places,  4 — In  the  Grand  chain  use  the  Polka  step,  dancing  forward  two  bars 
«nd  marking  time  with  the  Polka  step,  without  advancing  with  each  Lady  to  whom  the  right  hand  is  given  two  bars.  At  the  promenade  outside  th* 
Lady  and  Gentlemen  of  the  last  couple  remain  in  their  places,  the  others  passing  round  and  up  between  them  to  two  lines. 
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Deal  with  me  gently   33 
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Dublin  Bay   47 
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Drinking  Song  (  Duchess)   79 

Elsie  Vane   36 
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Fairy  Belle   37 

Fickle  Sally    47 

Five  o'cloak  in  the  morning   48 
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French  Lancers   66 
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Lady,  art  thou  sleeping?   27 

Little  brown  jug   41 

Lancashire  Lass   42 

Leschen  and  Fretzchin  Waltz   55 

Merriest  girl  that's  out   31 
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Sabre  Song  ( Duchess)    79 

Three  Fishers    26 

Too  late   26 

Ten  little  Ingins     27 

Tommy  Dodd     28 

Tassels  on  the  Boots   30 

Upper  ten   28 

Up  in  a  Balloon   29 

Under  the  willow    88 

Up  and  down,  Gal jp   68 
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EmerSOn's  Vocal  Method.  By  L.  0.  Emerson.  A  prac- 
tical system  for  the  cultivation  of  the  voice,  thoroughly  compact,  and 
containing  a  complete  course  of  vocal  instruction.  It  has  been  very 
favorably  received,  and  is  a  great  success.   Price  $1.50. 

Bassini's  New  Method.    By  Carlo  Bassini.  A  complete 

course  of  instruction  in  vocalization,  for  soprano  and  mezzo-soprano 
voices.    Price  $3.00. 

Bassini's  Method  for  Tenor  Voice,    By  carlo 

Bassini.  It  contains  all  the  essential  features  of  the  above  method, 
adapted  to  the  tenor  voice.   Price  $4.00. 

Bassini's  Art  of  Singing.  By  Carlo  Bassini.  An  excellent 
system  of  voice  culture,  extensively  used  by  teachers,  and  highly 
commended.    Price  $3.00  complete;  $2.50  abridged. 

Chorus  Choir  Instruction  Book.  By  A.N.Johnson. 

An  instruction  book  for  training  choruses,  choirs  and  singing  classes. 
It  is  a  complete  guide  for  teachers,  and  can  be  used  as  a  text  book  for 
classes  of  all  degrees  of  advancement.    Price  $1.38. 

Concone's  Lessons  in  Vocalization.  Condensed 

from  Concone's  50  lessons,  Op.  9;  25  lessons,  Op.  10;  and  lessons  for 
two  female  voices,  Op.  13,    Price  40  cents. 

Garcia's  School  of  Singing.  By  Manuel  Garcia.  A  new 
treatise  on  the  art  of  singing,  with  exercises  and  examples  for  the 
cultivation  of  the  voice,  by  one  of  the  most  celebrated  teachers  of 
Europe.    New  edition.    Price  $5.00. 


Osgood's  Art  Of  Singing.  By  George  L.  Osgood.  A* 
excellent  method  for  vocal  culture,  based  upon  the  tradition*  of 
celebrated  Italian  masters  and  schools.  Its  treatment  of  the  subject  is 
very  full  and  comprehensive,  and  is  the  result  of  many  years  of  persona, 
observation  and  experience  in  the  best  music  schools  of  Europe 
Trice  $4.00. 

Seller's  Exercises  for  Training  the  Voice 

By  Mdme.  E.  Seiler.  An.  excellent  collection  of  exercises,  of  greav 
value  for  practice  in  the  cultivation  of  the  voice.  For  female  voices 
$1.25;  for  male  voices,  $1.25;  for  male  and  female  voices,  $2.00. 

Sieber's  Art  Of  Singing.  By  Prof.  Ferd.  Sieber.  Tran* 
lated  by  A.  W.  Dohn,  for  English  readers.  A  compact  treatise  on  thf 
art  of  singing,  which  contains,  in  a  condensed  form,  much  practical 
information  as  to  the  structure  of  the  vocal  organs,  and  how  to  uso 
them  to  the  best  advantage.    Price  5?  cents. 

School  for  the  Voice.  By  William  Ludden.  A  popular 
"school,"  highly  commended,  and  adapted  to  the  wants  of  American 
voices.    Price  $3.5<\ 

The  Voice  as  a  Musical  Instrument.  By  charie* 

H.  Stanley  Davis,  M.B.  A  medical  essay  on  the  proper  training  and 
uso  of  the  voice.    Price  40  cts. 

Panseron's  A  B  C  of  Music.     By  A.  Panseron. 

Admirably  adapted  to  schools  and  classes.  Based  upon  the  Italian 
system  of  vocal  culture.    Price  $1.00  (abridged]. 
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Boo.ls  on  Musical  Theory. 

BAKER'S  THEORETICAL  and  PRACTICAL  HARMONY  2.00 

JOHNSON'S  NEW  METHOD  OF  HARMONY   1.00 

JOHNSON'S  NEW  METHOD  OF  THOROUGH  BASS   1.00 

OLIVER'S  THOROUGH  BASS  67 


PETHRS'  BURROWES'  THOR.  BASS  PRIMER  and  COMPANION  75 

RICHTER'S  COUNTERPOINT.  With  Appendix  by  J.  C.  D.  Parker...  2.00 
RICHTER'S  MANUAL  OF  HARMONY.  Translated  by  J.  C.  D.  Parker..  2.00 
RICHTER'S  TREATISE  ON  FUGUE.   Translated  by  Arthur  W.  Foote..  2.00 

SARONI'S  THEORY  OF  HARMONY   1.25 

SOUTHARD'S  THOROUGH  BASS  and  HARMONY   .50 

WEBER'S  MUSICAL  COMPOSITION  2  vols.,  each  3.00 

WOHLFAHRT'S  MANUAL  OF  MODULATION  50 


Text  Books  and  .Manuals. 

■OSTON  ACADEMY'S  MANUAL.     By  Dr.  u>,vell  Mason  1.00 

CALCOTT'S  MUSICAL  GRAMMAR  75 

HOOD'S  MUSICAL  MANUAL  40 

HOW  SHALL  I  TEACH  !    By  Dr.  Lowell  Mason  38 

HOW  TO  PRACTICE.    A.  M.  Pupin   .50 

WARX'S  GENERAL  MUSICAL  INSTRUCTIONS    2.50 


MATER'A  MUSICA.    By  J.  C.  Engelbrecht  % 

MUSICAL  SCALE.    By  Horace  P.  Biddle  Cloth  l.KB 

OLIVER'S  TEXT  BOOK  67 

OUTLINE  OF  MUSICAL  FORM.    By  W.  S.  B.  Mathews  00 

PESTALOZZIAN  MUSIC  TEACHER.    By  Mason  &.  Seward  2.00 

PHRASING,  as  applied  to  Piano  Playing.    By  A.  W.  Ma.chant  4!) 

PLAIDY'S  PIANO  TEACHER.    Translated  by  John  S.  Dwight  3i 

TUNER'S  GUIDE.    For  the  Pianoforte,  Organ  and  Melodeon  60 

RITTER'S  STUDENT'S  HISTORY  Oc  MUSIC   2.50 


Dictionaries,  Primers  and  Catechisms. 

MOORE'S  ENCYCLOPEDIA  OF  MUSIC  5.00 

STAINER  &.  BARRETT'S  DICTIONARY  OF  MUSICAL  TERMS  4.00 

BUCK'S  DICTIONARY  OP  MUSICAL  TERMS  45 

FIVE  THOUSAND  MUSICAL  TERMS.    By  J.  S.  Adams  75 

LUDDEN'S  PRONOUNCING  DICTIONARY  OF  M USICAL  TERMS. .. .  1.25 

LENHART'S  ELEMENTS  OF  MUSIC  50 

JOUSSE'S  CATECHISM  '40 

VUSIC  EXPLAINED  TO  THE   /ORLD.    By  F.  J.  Fetis   1.50 

CLARKE'S  MUSICAL  CATECHISM  33 

PETERS'  BURROWES'  PIANO  PRIMER  50 

BROWN'S  PUPIL'S  CIRST  PRIMER.    By  F.  H.  Brown   .Of 
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